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ABSTRACT 
 
 
 
 This paper explores audience development through the comparative 
experience of three Philadelphia visual arts organizations – The Barnes 
Foundation, The Galleries at Moore and The Rosenbach Museum and Library.   
Each case study provides an overview of how each organization developed its 
strategy, where that work is centralized and who contributes to the development 
of the plan, how each understands and defines the new audience they are trying to 
reach, and what role technology plays in the overall strategy – from pre-visit 
information gathering to post-visit feedback.   
 This research shows that current and evolving technologies provide 
creative, consistent, and meaningful ways for visual arts organizations to 
communicate and interact with their audiences onsite and develop an ongoing 
friendship and dialogue that extends outside the building.  However, these tools 
are not a fix for increasing participation in the arts on their own.  Visual arts 
organizations must fill broader gaps in their audience development strategy 
specifically around: (1) increasing collaboration across organizational silos that 
prevent an integrated audience development approach; (2) increasing the 
collection and use of data on current and targeted audiences to inform decision 
making; (3) giving audiences a voice in providing feedback on the their 
experience; and, (4) increasing understanding of various technology tools. 
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1 
INTRODUCTION 
 
 
 
 Audience development is a critical function of any business – small or 
large.  The for-profit sector has essentially mastered this skill, artfully using 
marketing tactics to continually reach new customers, create demand, and sell 
more products.  Within the last decade, technology has opened up new avenues 
for reaching and engaging with today’s audiences, creating a plethora of 
opportunity and also a variety of challenges.  In the words of Brian Halligan, co-
author of Inbound Marketing, “People shop and learn in a whole new way 
compared to just a few years ago, so marketers need to adapt or risk extinction.”  
  While the “customer” has always been the center of the for-profit business 
model - driving product development, marketing, production, and sales revenue - 
the non-profit sector – specifically visual arts organizations – has only in recent 
history begun to shift from a supply focus on the arts and preserving the quality of 
artifacts towards a customer-focused business delivery model that addresses the 
needs of arts consumers.  For example, until 1994, the Museum of Contemporary 
Art, San Diego had only part-time museum educators on staff and did little 
outreach to schools.   Charles Castle, the museum's associate director, admitted, 
"We were so focused on programs [the collections] that the reaction of the 
audience was secondary.”1   
 Within the field it is acknowledged that this shift in priority from the 
supply side (museum collections) to the demand (what the public values about  
                                                 
1 Wallace Foundation. (2001).  Service to People: Challenges and Rewards: How museums can 
become more visitor centered.  Wallace Foundation: New York, p. 7. 
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collections) has a direct correlation with changes in museum financing during the 
20th century, the impact of which continues to be felt by visual arts organizations 
to this day.  This necessary shift in focus from the institution to the individual has 
impacted all aspects of the non-profit world from finance to philanthropy to 
management to marketing.2   
 Authors today agree that museums now serve multiple functions broadly 
defined by education, civic responsibility, community building, and economic 
contribution.3 Museum leaders know that audience development is essential to 
fulfilling these roles and that understanding visitors’ comforts, interests, and 
needs, as well as engaging in market research are critical components of this 
strategy and must be considered when making decisions and setting 
organizational priorities.4   
 While audience development has increased in importance, research 
suggests that this shift in mindset is still a work in progress for visual arts 
organizations as evidenced by data showing that many arts audiences continue to 
interpret museums as “warehouses of inaccessible materials, about which the 
world knows or cares very little.”5  Focus group participants cited in the Greater 
Philadelphia Cultural Alliance’s 2009 report Research into action: pathways to 
new opportunities, reported that they do not feel that the arts are consistently 
relevant to them, or that their experience with an arts organization was a letdown.  
As a result, many of those studied did not engage in repeat visits.6  This data is 
echoed in the Culture Track 2011 findings, which reported that 50% of the 4,000 
                                                 
2 Greater Philadelphia Cultural Alliance (2011) 2011 Portfolio.  Greater Philadelphia Cultural 
Alliance: Pennsylvania, p. 60. 
3 Glass, Brent D.  (2012, March) The Future of Museums. Speech presented at Academy of 
Natural Sciences for Drexel University. 
4 Anderson, Gail. (2004). Reinventing the Museum: Historical and Contemporary Perspectives on 
the Paradigm Shift. Altamira Press: Maryland., p. 5. 
5 Weir, Chris. (1991). Selling yourself: Outreach and promotion in the Nottinghamshire archives 
office.  Journal of the Society of Archivists, Vol. 12, Issue 1, p. 15.  
6 Greater Philadelphia Cultural Alliance.  (2009) Research into action: Pathways to new 
opportunities.  Greater Philadelphia Cultural Alliance: Philadelphia, p. 11. 
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respondents in a national survey indicated that unappealing programming and 
events deter their attendance.7   
 Today’s arts consumer is becoming increasingly sophisticated in what 
they demand from an arts experience and have access to a variety of competing 
extracurricular activities from which they can choose to spend their leisure time.   
Demographic trends reveal that the traditional arts consumers of today will in 
future years be outnumbered by minority populations who we have not yet 
engaged in meaningful ways.8  Furthermore, today’s arts consumers are more and 
more defined by their use of technology which provides unending access to 
information and is creating informed consumers who are no longer content to 
serve as passive observers.9  This rapidly changing environment requires 
thoughtful and timely response from arts organizations if they are to remain 
relevant and competitive.     
 As McCarthy and Jinnet suggest in their book, A New Framework for 
Building Participation in the Arts, the needs to both build demand and deepen 
participation in the arts are obvious and immediate and should not be viewed as 
separate goals.  Between 1990 and 2001, the number of arts organizations in the 
United States rose about 60%, while attendance rose only about 6%.  Over the last 
decade, attendance has stayed steady, despite or perhaps because of the economic 
downturn, but the frequency of the most active arts consumers has been 
shrinking.10  These trends threaten the sustainability of the cultural arts 
community as a whole.  In the Philadelphia region alone, The Greater 
Philadelphia Cultural Alliance, in its 2011 Portfolio, reported that half of cultural 
organizations are operating at a deficit, and one quarter run an annual loss of 
greater than 10%. 
 Today, visual arts organizations continue to delicately navigate one of the 
most severe economic downtowns in modern times and must invest dollars wisely 
to increase the museum audience base as a whole and encourage repeat visits to 
                                                 
7 LaPlaca Cohen. (2011) Culture Track 2011. LaPlaca Cohen: New York, p. 24   
8 Research into action: pathways to new opportunities, p. 52. 
9 The Future of Museums. 
10 Culture Track 2011, p. 47 
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drive ticket sales, increase individual giving and ensure long-term sustainability.  
In 2009, arts organizations in Philadelphia spent approximately $50 million, or 
5% on marketing-related expenses.  Of that $50 million, museums, visual arts, 
historic, and scientific organizations spent the least per visitor, at $1.39.11 This 
amount will undoubtedly need to increase if arts organizations are to remain 
competitive.   
 Several organizations including The Greater Philadelphia Cultural 
Alliance, The Wallace Foundation, the National Endowment for the Arts, The 
Pew Charitable Trusts, and others have, within the last decade or more, begun to 
evaluate the impact and cost effectiveness of different audience development 
strategies to guide best practice.  Rapid advancements in technology over the 
same period of time and its potential impact, both positive and negative, as an 
audience development tool, has not yet been studied as closely, but continues to 
increase in importance.  For example, the following chart shows the evolution of 
technology studied by the NEA from 1982 to 2008 in their Survey of Public 
Participation.12 
 
Electronic Media 
SPPA 
1982 1992 2002 2008 
Radio     
Audio Recordings     
Television     
Video recordings     
Internet     
Portable media devices     
Figure 1: National Endowment for the Arts, Survey of Public Participation.  Chart showing 
evolution of technology studied by NEA from 1982 to 2008 
 
                                                 
11 Portfolio 2011, p.40. 
12 Iyengar, Sunil et al. (2011).  Audience 2.0: How Technology Influences Arts  Participation.  
National Endowment for the Arts: Washington, D.C., p. 31. 
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 To get a better understanding of how audience development strategies are 
being implemented in the field and what role technology is playing in these 
strategies, this paper explores the comparative experience of three Philadelphia 
visual arts organizations – The Barnes Foundation, The Galleries at Moore and 
The Rosenbach Museum and Library.  Case studies were completed through 
interviews with individuals at each organization who are responsible for onsite 
programming activities.  For The Barnes Foundation and The Rosenbach Museum 
and Library, interviews were conducted with education department staff.  For The 
Galleries at Moore, the interview was conducted with the Outreach and Public 
Programs Coordinator.   Presenting case studies from this perspective was a 
conscious decision.  While marketing plays a key role in audience development 
by translating programming and promoting opportunities and events into 
actionable messaging that gets audiences in the door, this paper seeks to highlight 
the perhaps more critical role that programming plays in the onsite experience – 
an area of audience development that has the greatest potential to impact repeat 
visits.   
 Unique from other case studies on audience development which often 
focus on program-specific outreach initiatives, the structure of this study seeks to 
provide a broader picture of this work in practice.  Each case study provides an 
overview of how an organization develops it strategy, where that work is 
centralized and who contributes to the development of the plan, how each 
understands and defines the new audience they are trying to reach, and what role 
technology plays in the overall strategy – from pre-visit information gathering to 
post-visit feedback.  This research is intended to provide a snapshot into the 
experiences of these visual arts organizations as a sampling of how audience 
development and technology is helping to reach new audiences for the larger 
field.  More research would be necessary to determine if these findings are 
consistent across the visual arts sector as a whole.    
 Through this research, this paper answers the following essential questions 
that impact audience development and the integration of technology in the field:   
6 
• How do different organizations define audience development? 
• What are the characteristics of their current audiences and the new 
audiences they are trying to reach?   
• What modern uses of technology are being employed for the purposes 
of audience development both for increasing attendance and for 
engaging visitors to encourage repeat visits? 
• What barriers exist to using technology as an audience development 
strategy? 
 Current and evolving technologies provide creative, consistent, and 
meaningful ways for visual arts organizations to communicate and interact with 
their audiences onsite and develop an ongoing friendship and dialogue that 
extends outside the building.  However, these tools are not a fix for increasing 
participation in the arts on their own.  Visual arts organizations must fill broader 
gaps in their audience development strategy, specifically around: (1) increasing 
collaboration across organizational silos that prevent an integrated approach; (2) 
collection and use of data on current and targeted audiences to inform decision 
making; (3) giving audiences a voice in providing feedback on the collections and 
their experience; and, (4) increasing understanding of various technology tools. 
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CHAPTER 1 - DEFINING THE STRATEGY  
 
 
 
 Authors refer to the concept of audience development in several different 
ways (building participation, engagement activities, outreach work and more), but 
there is a general consensus that the overall purpose of this activity is to increase 
the number of participants exposed to and/or participating in an organization’s 
programs.13 The strategies associated with audience development are most often 
described in terms of marketing, however, there is an increasing emphasis on the 
need for this activity to be an organization-wide effort with more attention given 
to the actual onsite experience.14   
In thinking about how to reach new arts audiences, authors McCarthy and 
Jinnett recommend that successful audience development strategies be built 
around one of three priorities: 
• Broadening – capturing a larger share of the existing market by attracting 
individuals who constitute a natural audience for the arts but are not 
currently participating 
• Deepening – intensifying current participants level of involvement  
 
                                                 
13 McCarthy, Kevin F and Kimberly Jinnett.  (2001). A New Framework for Building Participation 
in the Arts. RAND Publishing: California, p. 6 
Research into action: pathways to new opportunities, p.14 
Selling yourself: Outreach and promotion in the Nottinghamshire archives office, p. 15. 
14 Kolter, Philip and Levy, Sidney J. (1969).  Broadening the Concept of Marketing. Journal of 
Marketing, Vol. 33, No. 1.  p. 13. 
The Future of Museums. 
Research into action: pathways to new opportunities, p. 69. 
8 
• Diversifying – attracting new markets comprised of those individuals who 
typically would not entertain the idea of participating in the arts.15  
 This chapter explores what audience development strategies The Barnes 
Foundation, The Galleries at Moore, and The Rosenbach Museum and 
Libraryhave prioritized, how they articulate those priorities, and who in the 
organization contributes to that work.  For each organization, the term audience 
development will be explored through the perspective of their education or 
outreach departments to highlight the perspective of those who are responsible for 
designing the onsite experience. 
 The Barnes Foundation – The Barnes Foundation was established in 
Merion, Pennsylvania in 1922, as an educational institution with a mission to 
“promote appreciation of the arts and horticultural science, through the 
preservation, presentation, and interpretation of the collections of Albert C. and 
Laura L. Barnes.”16  Unique from other museums at the time, The Barnes 
Foundation was established first and foremost with an education priority 
specifically for those who were not traditionally served by the arts.  As someone 
who grew to appreciate art in his adult years, Dr. Barnes designed his 
organization for the common man who, like him, had no specific expertise in the 
arts but could learn to understand the elements that make up art (line, light, color, 
and space) and how to appreciate them.  While The Barnes Foundation may be 
considered ahead of its contemporaries in terms of its educational focus, the 
audience that it sought to serve was restricted.  The decision to move the 
collection from Merion, Pennsylvania to the Benjamin Franklin Parkway in 
Philadelphia by May 2012, has in many ways resulted in a re-birth for this 
cultural mainstay, and has forced it to expand access to its collections to 
previously under-served audiences.   
 It was with this re-location that Lynn Berkowitz was hired by The Barnes 
as the first Family Programs Coordinator within the Education Department.  
                                                 
15 A New Framework for Building Participation in the Arts, p. 3. 
16 About The Barnes Foundation, Albert C. Barnes.  (2011) The Barnes Foundation.  Retrieved 
April 20, 2012 from http://www.barnesfoundation.org/about.   
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While children and families have previously attended The Barnes Foundation in 
small numbers and the organization conducts outreach to children in schools, the 
majority of programming has been targeted specifically toward adults.  As a 
result, the average age of a Barnes visitor is 60.1 years old.17     
 Since September 2011, Ms. Berkowitz has been developing the 
organization’s ArtSee Families Programs specifically to serve four distinct groups 
– intergenerational family groups, children from birth to 5 years old, youth ages 
6-12 years old, and teens ages 13-19.  These programs represent a completely new 
venture for The Barnes and a new audience development strategy.  In relating the 
purpose of this strategy to the three categories suggested by authors McCarthy 
and Jinnett, Ms. Berkowitz felt that the intention of this work was to both broaden 
their audience base and deepen the experience of all visitors.  
 While this audience development strategy is important for the 
organization, Ms. Berkowitz. admits that right now it is not about actively 
reaching out to families to encourage their engagement but more of a responsive 
approach to the fact that the Barnes anticipates many more families will be 
visiting the organization because of hype and publicity surrounding their 
relocation.  “The Barnes is very busy just focusing on opening the new building.  
We anticipate that we will have an abundance of visitors for at least the next two 
years and have been busy and focused on planning for that.  I want to start 
preparing now, though, for ways to keep families coming back and encourage 
more new families to participate in our programs as the organization settles and 
becomes more of a community resource instead of a destination.  We will need to 
figure out how we can stabilize and create a regular family audience base and 
match our budget to these goals.”  
 In describing who in the organization is working on this audience 
development initiative, Ms. Berkowitz sees it as a collaborative effort with room 
for improvement, sharing, “We are really defining how we work together now.”   
                                                 
17 Campell Rinker Marketing Firm.  (2011) The Barnes Foundation Education Program 
Preferences Survey.  Campell Rinker: California, p. 5.  
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 Ms. Berkowitz, who heads up the initiative within the Education 
Department works with several other staff members from various departments 
that are categorized as “external affairs.”  In addition to Education, these 
departments include Membership, Visitors Services, Fundraising, 
Communications and Marketing.  She also works with Operations (Finance, 
Technology, Facilities), Curatorial, and Archives and Conservation.  She further 
collaborates with others outside the organization including a newly recruited 
group of Family Program volunteers, Drexel University’s education department, 
and other museums on the Parkway.   
 In describing ways that Family Programs works with these other 
departments, Ms. Berkowitz shared a few examples of practical areas that she has 
had to address, “I have been working very closely with Volunteer Services to 
make sure that strategies are in place to allow families to have a comfortable and 
valuable tour experience.  Because of our heavy reliance on volunteers to support 
this new area of work, I’ve had to work closely with Human Resources to get 
volunteer clearances and make sure that the experience is shaped in a way that is 
meaningful to them and a benefit for the support they offer to The Barnes.  I’ve 
also had to work closely with Facilities.  At first we had no storage for the 
materials and supplies we would need for family projects, so Facilities has been 
helping to find and secure this space for us.” 
 Ms. Berkowitz sees technology as an important component of her work, as 
exemplified in the Family Programs description,  
“ArtSee Activities will provide a refreshing menu of engaging 
learning experiences at The Barnes, on the grounds, online and in 
the community for young people and their families.  With a range 
of onsite and virtual options designed to promote enjoyable and 
meaningful encounters with art, design, nature and each other, 
family members will be encouraged to hone and share their art 
observation skills.” 
11 
 To incorporate these elements into the programming, Ms. Berkowitz has 
had to work closely with the technology department, which she shared is very 
pro-educational programs and is committed to remaining current with the latest 
developments.  The use of this technology will be explored in more detail in the 
chapters ahead.  
 While Ms. Berkowitz takes a collaborative approach to her work, 
adjusting organizational expectations and structures to welcome the new family 
audience is still a work in progress.  Ms. Berkowitz has been working to develop 
tools for families when they are in the building, but the promotion of these 
programs in an online presence is limited and often not explicitly targeted for 
families.  Another opportunity for increased collaboration is with the curatorial 
staff, who can assist in interpreting the collections within family-friendly 
programs.  Up until this point, Ms. Berkowitz has worked more closely with 
Archives and Conservation staff on interpretive materials. These and other 
challenges will be explored in the chapters ahead. 
 The Galleries at Moore – The Galleries at Moore were established in 1968 
by the Moore College of Art & Design with which the galleries remain closely 
connected.  Similar to The Barnes Foundation, The Galleries were designed to be 
an educational resource for students, faculty, residents, and visitors, but also were 
created with a focus on innovation showing modern art, artists who are not as 
widely known in the United States, and more recently, local Philadelphia artists.18  
Because of their connection to Moore College of Art and Design, The Galleries 
have a fairly regular audience base of current Moore College students (early 20s), 
and alumni (20s – 50s), who live in the greater Philadelphia area, Delaware, and 
New Jersey. 
 Within the past year, The Galleries hired a new Director and Curator who 
is looking to expand the visitor base to include individuals who may not 
necessarily have an interest in modern art right now but who are “culturally aware 
Philadelphians.”  Elizabeth Gilly, Outreach and Public Programs Coordinator has 
                                                 
18 History of The Galleries at Moore. (2009) The Galleries at Moore. Retrieved May 15, 2012 at 
http://www.thegalleriesatmoore.org/site/about/history.  
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been with the organization since 2005 and is excited about this strategy.  
Originally hired as a curatorial intern, Ms. Gilly has experience helping to 
develop other new audiences (families and youth) for The Galleries and sees a lot 
of potential for this newest audience development initiative, which is based off of 
the success of a similar strategy used by The Museum of Contemporary Art 
(MCA) in Denver, Colorado.  Using cultural connections such as interests in food, 
music, book readings, and other areas, MCA was able to bring into their building 
“culturally aware citizens” who may not otherwise have been interested in 
contemporary art, but who were interested in the cultural activities being hosted 
by the museum.  Seeing this as an opportunity to build a culture of new art lovers, 
Ms. Gilly stressed that while she is always looking at ways to bring in new 
audiences, she feels that it is important to not isolate the current audience, and to 
always keep their interest at the forefront of programming.  However, she sees 
this new strategy as an opportunity to also pull in that core audience more 
frequently.  As such, Ms. Gilly described the focus of the strategy as an attempt to 
both diversify The Galleries’ audience and deepen the experience of current and 
new visitors.  
 Because of the newness of this audience development initiative, The 
Galleries staff is in the early stages of crafting programs to align with this 
strategic goal. The Galleries received some funding from The Knight Foundation 
in April 2012 to begin planning an, “Urban Drive-In with DIY Food Culture” 
program.  The program summary provides a high-level overview of the purpose 
of this work:  
“To introduce the work of local visual artists and filmmakers to a 
wider audience, The Galleries at Moore College of Art & Design 
will establish an outdoor independent film series on the Ben 
Franklin Parkway. From May through September, films by area 
artists and filmmakers will be shown on a large, outdoor screen. 
Filmmakers will introduce their work and participate in Q&A 
sessions with moviegoers. In place of the traditional concession 
13 
stand, a rotating roster of Philadelphia food trucks will serve a 
variety of street snacks for picnicking in Aviator Park. In the spirit 
of classic drive-in theaters, video works and short films by area 
artists will precede feature presentations.19 
Another initiative launched by The Galleries in 2009 that exemplifies this 
new philosophy is Network, a series of networking events that brings together 
emerging designers, businesses and arts professors to meet, exchange ideas, and 
make new connections..20  Piloted as NET Nights at Moore, the twice annual 
program features designers in the fields of fashion, graphic design, urban planning 
and more, highlighting Philadelphia’s growing design industries.  Activities 
related to the series include guest speakers, workshops, and seminars with the 
exhibits as backdrops to these conversations.   
 In describing who is responsible for The Galleries’ audience development 
strategy, Ms. Gilly highlights close collaboration with the two other individuals 
that make up The Galleries staff – the Director and Curator and Gallery Manger.  
This three-member team also works closely with Moore College of Art and 
Design when appropriate.   
 Because The Galleries at Moore offers constantly rotating exhibits, the 
three-member team meets weekly and audience development is a regular item on 
the agenda.  Each contributes to program development and marketing for all 
exhibits.  Because members of the team have graphic design capabilities, they are 
able to design and print all marketing materials in-house and also manage 
distribution.  To ensure that the core audience attends events, The Galleries staff 
collaborates with various departments from The Moore College of Art and Design 
including the College’s Art Education and Curatorial Studies Programs, with 
whom they often share mailing lists and cross-promote events.  Because The 
Galleries were designed with an educational purpose, The Galleries staff also 
works closely with faculty to make sure that exhibitions enhance classroom 
                                                 
19 What We Fund. (2006).  The Knight Foundation.  Retrieved May 15, 2012 at 
http://www.knightfoundation.org/grants/20114657/.  
20 The Galleries at Moore.  Retrieved May 15, 2012 at 
http://www.thegalleriesatmoore.org/site/programs/net_nights.  
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learning and that faculty encourage their students to visit and utilize the space.  
Ms. Gilly admits that this core audience is sometimes the most difficult group to 
reach but that they are now involving faculty in exhibition and program 
development to strengthen this partnership so that faculty encourage students to 
use the space more frequently.  The Galleries team also works closely with the 
College’s Development department to fundraise for various programs.   
In reaching out to the new audience of “culturally aware Philadelphians” 
The Galleries staff will need to build partnerships with a variety of types of 
organizations.  Ms. Gilly shared that some of this partnering has already been 
happening. For example, recently The Galleries hosted an event with Philagrafika, 
to promote dialogue between students and international print artists.  Partnerships 
like this will become increasingly important in the months ahead.   
In describing the role that technology will play in The Galleries strategy, 
Ms. Gilly stressed that technology is becoming increasingly important for them in 
reaching out to and promoting new programming, but that it plays a limited role 
once visitors are onsite, except in the cases where the artwork itself incorporates 
technology.  She shared, “Using technology as part of our gallery experience 
would be difficult because of the size of our team and the frequency of transition 
between new exhibits.”  Social media is something that is managed by the three 
member Galleries team.  They have been considering how to use this resource 
differently to attract and encourage dialogue with new audiences.  This will be 
explored further in Chapter 3.  
 The Rosenbach Museum and Library:  The Rosenbach Museum and 
Library was founded in 1954 following the wishes of Dr. A.S.W. Rosenbach and 
his brother, Philip, who were world renowned dealers in books, manuscripts, and 
fine art.  While the organization was most likely established with a collections 
priority, its mission statement today promotes a focus on the needs of its 
audiences – “The Rosenbach seeks to inspire curiosity, inquiry, and creativity by 
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engaging broad audiences in exhibitions, programs, and research based on its 
remarkable and expanding collections.”21   
Because of its focus on book arts, Farrar Fitzgerald, the Sustein Family 
Assistant Director of Education, who has been with the organization since 2003, 
shared that The Rosenbach used to describe its average visitor as “someone who 
was well-educated, did the New York Times crossword puzzle in ink, was retired, 
and upper-class.”  Over the past two years, The Rosenbach has made a conscious 
effort to expand this core audience and reach out to new visitors based on two of 
the three major programming areas the museum implements each year.  For its 
Dracula Festival, a celebration of Bram Stokers’ classic novel that takes place 
throughout the month of October, The Rosenbach team made a conscious effort to 
reach out to a burgeoning subculture called “steampunk” characterized by 
individuals with an interest in science fiction, fantasy, alternative history, horror, 
and speculative fiction.22  For its Sendak in Spring celebration23,The Rosenbach 
branched out to welcome more children and families.  Ms. Fitzgerald also 
highlighted that rotating exhibits offered in the galleries also present an 
opportunity for The Rosenbach to connect with new visitors.  For example, for an 
upcoming exhibit on Civil War letters the organization has been actively reaching 
out to the veteran community.  Like Ms. Gilly at The Galleries, Ms. Fitzgerald 
feels that the purpose of this work is to both diversify the audience and deepen 
their experience.  The Rosenbach’s target audiences will be explored in more 
detail in Chapter 2.   
 In trying to reach these new audiences, like her colleagues at The Barnes 
Foundation and The Galleries at Moore, Ms. Fitzgerald describes a collaborative, 
team effort.  Each of the four departments that make up the organization 
(Education, Collections, Development, and Advancement) engages in annual 
                                                 
21 Mission and History of The Rosenbach Museum and Library. (2012) The Rosenbach Museum 
and Library.  Retrieved May 20, 2012 at http://www.rosenbach.org/mission-history.  
22 Steampunk. (2012)  Wikipedia. Retrieved May 19, 2012 at 
http://en.wikipedia.org/wiki/Steampunk.  
23 The Sendak in Spring event is a celebration of the literary works of Maurice Sendak, author of 
several children’s novels including Where The Wild Things Are. 
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strategic planning to set priorities and outline audience development goals.  Three 
of those four divisions – Education, Collections, and Development, then meet 
regularly to move programming and audience development initiatives forward.  In 
describing the different roles of the three groups, Ms. Fitzgerald specified that 
Collections is generally responsible for deciding which exhibits will be shown 
throughout the year; Education is responsible for visitor services and developing 
programming that creates relatable experiences for audiences, and Development 
supports marketing and fundraising efforts.  While each of the departments plays 
defined roles, Ms. Fitzgerald emphasized their strong collaboration and monthly 
meetings to ensure a focused and coordinated approach.  She did indicate, 
however, a desire to increase collaboration between the Education and Collections 
Department around selecting exhibitions, and mentioned this is an area on which 
they are continually working. 
 The Rosenbach’s fourth department, Advancement, also contributes to 
programming, most specifically through its technology team, which helps edit, 
and build code for technology resources incorporated into exhibits.  Touch 
screens with video clips, computer kiosks in the Visitors Center, and more can be 
found throughout the building, integrated into the exhibits.   Ms. Fitzgerald refers 
to this widespread integration of technology as the organization’s overarching 
“digital strategy.”  Others who contribute to this digital strategy include the 
Development team, which maintain the organization’s social media platforms, 
and Collections, which selects information shared on the digital kiosks and 
maintains the organization’s blog.   Education also supports this strategy.  As an 
example of her specific role, Ms. Fitzgerald highlighted work she is doing around 
the upcoming Civil War exhibit, for which she is working with a group of 
veterans and children of veterans to record audio and visual oral history projects 
that will become part of the exhibit.   
 In the past, The Rosenbach has also collaborated with outside technology 
vendors to launch the museum’s first interactive online exhibit - 21st Century Abe 
at 21stcenturyabe.org.  While the project was successful, Ms. Fitzgerald 
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mentioned that working with a consultant had its challenges, such as limited 
control over the design and a slower response time to managing changes and 
updates.  The online exhibit also required a significant amount of staff time to 
filter content that was somewhat overwhelming for the organization’s small team.  
As a result, the project, which was active for 6 or 7 months has since been 
archived. 
While the incorporation of technology is very prevalent at The Rosenbach, 
Ms. Fitzgerald indicated that it is not necessarily a focus for the organization, 
sharing, “We integrate technology when it makes sense.  We try not to use 
technology just to say we used it.”  To make sure technology is meaningful, the 
organization has brought in consultants to talk about what is and is not a valuable 
use of technology in the galleries.  The Rosenbach’s use of technology will be 
explored in further detail in Chapter 3.   
 Conclusion: Audience development is a clear priority for The Barnes 
Foundation, The Galleries at Moore, and The Rosenbach Museum and Library. 
Each has defined audience development strategies that focus on encouraging the 
participation of new audiences (families, culturally aware Philadelphians, 
steampunk, and veterans) and creating a rich and deep experience before, during, 
and after their visit.  While authors McCarthy and Jinnett recommend a focus on 
one audience development priority (broaden, deepen, or diversify), all three 
organizations felt that deepening the experience of current and new audiences 
could not be separated from the other audience development goals.  This 
sentiment is echoed by the Greater Philadelphia Cultural Alliance and others who 
are increasingly encouraging strategies incorporating deepening involvement 
because of the cost effectiveness of marketing to repeat visitors, and the longer 
term benefits of having more committed customers.24   The Barnes, The Galleries 
and The Rosenbach each used similar terminology in articulating the place of this 
                                                 
24 Research into action: pathways to new opportunities, p. 61. 
Northrup, Amelia. (2011) Social Media – Database Connection.   National Arts Marketing 
Project.  Retrieved May 6, 2012 at http://www.artsmarketing.org/resources/article/2011-10/social-
media%E2%80%94database-connection. 
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work within their organization’s priorities and described a collaborative approach 
both inside and outside the organization.   
 A comparison of the three organizations also highlights some stark 
differences.  The Rosenbach Museum and Library and The Galleries at Moore are 
well established in their current locations and both take an active approach to 
reaching out to a broader community by seeking new connections between their 
collections and potential audiences.  By comparison, The Barnes Foundation, the 
largest of the three organizations, described a more reactive strategy, putting in 
place programming for new and more diverse audiences that they anticipate will 
be visiting the collections because of curiosity over the new location and the hype 
and publicity surrounding the organization’s move.  However, it is clear that as 
The Barnes becomes more established in its new location, the organization will 
need to adopt a more active approach to stabilize a new, family-oriented audience 
base. 
 All three organizations have adopted a collaborative, organization-wide 
approach to audience development, specifically for addressing the needs of the 
new audiences they are targeting.  For The Galleries at Moore, a smaller 
organization with three staff members, this collaboration is seamless.  For The 
Barnes and The Rosenbach, which operate within departments, audience 
development responsibilities are more siloed across the organization.  Both Ms. 
Berkowitz and Ms. Fitzgerald agreed that collaboration within their respective 
organizations could and should be strengthened, particularly with Collections and 
Curatorial departments. These challenges are not unique, and reflect an ongoing 
struggle to break free from a siloed approach to program development that was 
established prior to the museum world’s change in focus from a collections 
priority to an audience one.25  
 While all three organizations indicated that technology was an important 
part of their strategy, The Galleries was the only group that did not incorporate 
technology into the on-site experience.  By comparison, The Rosenbach described 
                                                 
25 Research into action: pathways to new opportunities, p. 69. 
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the most integrated and embedded approach to incorporating technology as a 
resource.  All three organizations were investigating strategies to strengthen the 
use of technology.  This topic will be explored in further detail in Chapters 3.   
 Despite these difference and challenges, all three organizations show a 
shift in mindset to prioritizing and strategically thinking about the visitor 
experience.  More change around some of the areas mentioned above may help to 
further the adoption of a consumer-focused audience development approach.   
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CHAPTER 2 – DEFINING THE ARTS CONSUMER 
 
 
 
 Every good marketing plan or audience development strategy has at its 
core a deep understanding of the audience it is designed to reach.  Attendance 
surveys from 2009 show that Philadelphia arts institutions have been relatively 
successful in expanding their audience base by attracting new visitors, as data for 
museum attendees is higher than the national average:  
• Living museums (botanic gardens, zoos, aquariums) – 76% nationally, 
83% in Philadelphia region 
• Museum art exhibitions  - 57% nationally, 70% in Philadelphia region 
• Art galleries – 49% nationally, 60% in Philadelphia region 
• Children’s museums – 35% nationally, 39% in Philadelphia region.26  
 However, the data also reveal that Philadelphia’s arts communities face a 
problem with attrition, even though marketing to repeat visitors tends to be more 
cost effective.  For example, out of 17 organizations participating in the 2009 
Greater Philadelphia Cultural Alliance study, 2 out of 3 patrons who attended a 
cultural event reported that they did not return in the next year.27  To understand 
how to use audience development to not only connect with new visitors but also 
to build a customized onsite experience, it is important to gain a deep 
understanding of who potential arts consumers are and what factors influence 
their decision making process. 
 In exploring these two topics, literature points to four background 
characteristics that impact one’s interest in participating in the arts from which 
 
                                                 
26 Research into action: pathways to new opportunities, p. 19. 
27 Research into action: pathways to new opportunities, p. 54. 
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arts organizations can learn: socio-demographic (education, income, occupation, 
age, gender, life-cycle stage), personality (unique to each individual), past 
experience (has one practiced an art or experienced the arts in some other 
fashion), and socio-cultural (an individual’s group affiliations and identities).  The 
decision making process for these audiences can be quite complex as illustrated in 
the outline below from authors McCarthy and Jinnett, but it also offers important 
insights when seeking to understand the needs of current and potential 
audiences.28  
  
 
Figure 2: Arts Participation Model 
 
 This chapter will review data collected by The Barnes Foundation, The 
Galleries at Moore, and The Rosenbach Museum and Library on their current and 
potential audiences to understand what types of information arts organizations are 
gathering and later, how this influences their audience development strategies. I 
will then investigate how this compares to what is understood more broadly 
across the field about current arts consumers and non-arts consumers and their 
decision making-process.    
 The Barnes Foundation: As described in chapter one, The Barnes 
Foundation has up to this point served a more mature, adult consumer base.  
Details collected by Campell Rinker, a marketing firm hired by The Barnes in 
                                                 
28 A New Framework for Building Participation in the Arts, p. 24. 
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2011 to survey the museum’s current audiences, revealed that the average visitor 
is married, college educated, and has a median household income of 
approximately $120,000.  Current visitors have broad interests (books, art, travel, 
gardening, and wines, for example) and over half visit museums at least six times 
per year.29     
 The Barnes Education department has established that programming for 
the new family audience is specific to four different groups - intergenerational 
family groups, children from birth to 5 years old, youth ages 6-12 years old, and 
teens ages 13-19.  The Barnes visitor services department has projected that youth 
will represent approximately 14% of the audience at the Philadelphia campus as it 
did in Merion, excluding students visiting as part of a class trip, which visitor 
services anticipates will account for approximately an additional 4%.  Because 
The Barnes is anticipating a growth in attendance overall, that 14% of youth will 
potentially equate to 37,500 young people per year compared to the 9,800 youth 
who visited the site in Merion.  
 In describing the new family audience that The Barnes is trying to reach, 
Ms. Berkowitz shared that limited research has been done to define who this new 
audience is, where they live, and what is important to them in making a decision 
to attend.  However, the 2012 Campell Rinker analysis conducted for The Barnes 
does shed some light on the potential demand for family programs based on 
feedback from current members, visitors, and alumni.   
 The most positive feedback about the possibility of family programming 
came from current visitors, who had a slightly younger average age (52 years old) 
than members (59 years old) and alumni (70 years old).30  However, family 
programs had the least amount of interest overall (26%) compared to other 
programs investigated as part of the study including casual art programs (73%), 
formal art programs (66%), or horticulture programs (45%).31  When asked what 
types of family programs would be of greatest interest, gallery activities, films, 
                                                 
29 The Barnes Foundation Education Program Preferences Survey, p. 5. 
30 The Barnes Foundation Education Program Preferences Survey, p. 5. 
31 The Barnes Foundation Education Program Preferences Survey, p. 11. 
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and performances ranked the highest, with reading and socializing, family days, 
art-making activities, and storytelling ranking lower on the list.32  Data also 
revealed that there would be more demand for programming for ages 3-5 and 6-8 
than for ages 9-12 and 16-18.  The 13-15 age group represented the lowest level 
of program specific interest.33   The Campell Rinker study also provides some 
information about the preferred days of the week for programming (Tuesday, 
Thursday, Saturday, and Sunday), the preferred time of day (mid-morning and 
early afternoon), and program duration (between one and three hours) but this is 
common to all programming areas and not specific to family initiatives.34 
 The data collected on family programming from current Barnes users is 
not surprising given the more mature age of the average attendee and the limited 
availability of family programming up until now.  Ms. Berkowitz sees this data as 
a starting point for comparison of future growth.  Additional research on demand 
for family programs from new audiences as well as feedback on practical and 
perceptual factors that can help inform program development such as preferred 
format, day of week and time of day, duration, and cost, will be important to 
capture in the months ahead to make future planning and stabilization of the 
family audience base successful.  These areas represent some of the data points 
that Ms. Berkowitz will collect over the year ahead as the Education Department 
tests the value of its new family-based programs.    
 The Galleries at Moore: In chapter one, Ms. Gilly described The Galleries 
core audience as current students (early 20s) and alumni (20s – 50s) of the Moore 
College of Art and Design who live in the greater Philadelphia area, Delaware and 
New Jersey.  Since 2005, The Galleries has also seen a steady increase in the 
number of K-12 students and families, a sign that the earlier audience 
development initiative launched in 2005 has been successful.   
 When asked if The Galleries collects data on current or potential 
audiences, Ms. Gilly shared that the College’s development department does 
                                                 
32 The Barnes Foundation Education Program Preferences Survey, p. 46. 
33 The Barnes Foundation Education Program Preferences Survey, p. 47. 
34 The Barnes Foundation Education Program Preferences Survey, p. 11-20. 
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collect information on current visitors (how many people attend and where they 
come from) for fundraising purposes but that this is not information that she has 
readily available to her for her work.  She was able to offer anecdotal data on The 
Galleries audiences however based on her experience and history with the 
organization.  She shared, “In general, visitors to The Galleries are college 
educated – your typical arts crowd.  Many of them have been practicing artists or 
have a background in the arts or art history though their affiliation with Moore 
College.”  Frequent visitors of The Galleries, she believes, are drawn to 
contemporary art, perhaps more so by specific artists that The Galleries might be 
featuring. 
 Information on the new audience The Galleries is trying to reach – 
culturally aware Philadelphians – has not been collected. This broadly defined 
target group could be narrowed down significantly relative to specific programs.  
For example, the Urban Drive-In with DIY Food Culture program offers The 
Galleries staff a major opportunity to connect with two distinct audience segments 
– movie lovers and Philadelphia’s burgeoning “foodie” population.  Reaching out 
to organizations that already serve these audiences can be a relatively quick and 
low cost way to get a better understanding about who this audience is, what they 
care about, and what kind of food or movies they like.  Working with businesses 
that cater to these groups, The Galleries could also cross promote the Urban 
Drive-In program by increasing advertising on related websites, blogs, Facebook 
pages, etc.  Tracking attendance make-up and the success of the first program in 
this series will be critical to ensure the further customization and success of future 
efforts. 
 The Rosenbach Museum and Library: Like The Galleries at Moore, The 
Rosenbach had limited statistical information or detailed analysis available on 
current audiences to share.  Ms. Fitzgerald, who, along with other staff members, 
has requested that the organization begin to collect more data on its visitors, was 
able to offer some anecdotal observations, however, based on her nine years with 
the organization in a variety of roles, including visitor services representative.  
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Similar to The Barnes, The Rosenbach has served a core audience base that is 
more mature, well educated, upper class, and “does the New York Times 
crossword puzzle in ink.”  More recently, The Rosenbach has made some 
progress on attracting younger visitors who Ms. Fitzgerald described generically 
as book lovers and cultural consumers – outcomes of previous audience 
development initiatives.   
 In relation to the new audiences The Rosenbach is trying to reach, Ms. 
Fitzgerald did not have any written descriptions or documentation of these target 
segments and how their values translate to customizing an onsite experience.  
However, the specificity of two of the three audiences (steampunk and veterans) 
does provide the opportunity for the Rosenbach staff to engage in web research to 
learn more about what kinds of activities these groups are interested in and where 
and how they find out about different events so that marketing and program 
development can be customized to ensure a meaningful onsite experience.  For 
example, entering “steampunk” as a search term in Google brings up a plethora of 
related search terms – steampunk art, steampunk clothing, steampunk fashion, 
steampunk world fair, etc – that provides detailed information about this growing 
subculture.  A description of the movement in a 2008 New York Times article 
“Steampunk Moves Between Two Worlds” highlights the strong match between 
this group’s interests and the connection with The Rosenbach’s literary resources 
and artifacts collection as part of its Dracula Festival: 
“It is also the vision of steampunk, a subculture that is the 
aesthetic expression of a time-traveling fantasy world, one that 
embraces music, film, design and now fashion, all inspired by the 
extravagantly inventive age of dirigibles and steam locomotives, 
brass diving bells and jar-shaped protosubmarines. First 
appearing in the late 1980s and early ’90s, steampunk has picked 
up momentum in recent months, making a transition from what 
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used to be mainly a literary taste to a Web-propagated way of 
life.”35 
Web research would also allow The Rosenbach staff to connect with 
publications and businesses that cater to the steampunk and veteran markets, 
providing additional valuable information as well as cross promotional 
opportunities.  The Rosenbach’s third target segment - families - represents a 
broader category for which the organization could narrow down specific goals 
around key age groups, demographics, and other factors to establish more catered 
programming and marketing efforts. 
 Conclusion: The Barnes Foundation, The Rosenbach Museum and 
Library, and The Galleries at Moore each serve a core audience base that is 
typical of the traditional visual arts organization, though The Galleries serves a 
slightly younger age group.  A 2011 study conducted by the New York marketing 
firm LaPlaca Cohen of over 4,000 individuals across the United States groups the 
most common arts audiences into six distinct segments, showing that the majority 
of Barnes and Rosenbach visitors fall into categories 2 and 3 – seasoned cultural 
omnivores and museum mavens – while The Galleries audience is more typical of 
category 1 – young cultural omnivores:      
1. Young cultural omnivores – urban, wealthy, educated, attend cultural 
events at least 4.42 times per month 
2. Seasoned cultural omnivores – urban, wealthy, over 50, educated, attend 
cultural events at least 3.86 times per month 
3. Museum mavens - wealthy, educated, older, and female, attend at least 
1.75 times per month.  
4. Devoted theater-goers - mostly middle-aged or older, many are very high 
income earners, educated   
5. Family centric - primarily female, two-thirds have not attained 4 year 
college degrees, frequently participate in child-friendly activities.   
                                                 
35 La Ferla, Ruth.  (2008, May 8).  Steampunk Moves Between 2 Worlds.  The New York Times.  
Retrieved May 20, 2012 at http://www.nytimes.com/2008/05/08/fashion/08PUNK.html.  
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6. Rural history - reside outside of urban markets and are most interested in 
historical sites.36 
  Out of the three organizations, The Barnes is the only group taking active 
steps to become more familiar with the current audience and what influences their 
decision making process.  Data collected in the Campell Rinker study was being 
used to customize onsite programming for specific age groups based on their 
audience’s needs and specific interests.  This data is also helping to set clear 
attendance goals (14% of all visitors) from which the organization can evaluate its 
progress.  By comparison, The Galleries and The Rosenbach had no data available 
on audiences outside of anecdotal details, and neither used data to develop or 
evaluate its audience development strategies – a major area for professional 
growth.   
 Gaining a better understanding of the new audiences each organization is 
trying to reach will be critical to building valuable programming that leads to 
meaningful onsite experiences and encouraging repeat visits.  This will be 
especially important for The Barnes as it seeks to embed itself in a new 
community.  The relocation of the collections from Merion (a wealthier Main 
Line suburb) to the more socially and economically diverse neighborhoods 
characteristic of the Fairmount section of Philadelphia indicates the potential for a 
huge shift in The Barnes audience demographic over the next few years that will 
require thoughtful and targeted planning.  The Galleries and The Rosenbach also 
have the potential to be impacted by changing demographics as forecasted growth 
for the Philadelphia region between 2000 and 2020 is expected to come almost 
entirely from non-white, minority populations (African American, Hispanic, and 
Asian residents) – groups that are not engaging with any of these organizations as 
frequently today.37   
 The Barnes, The Galleries, and The Rosenbach are not alone in this 
potential change in membership and the need to find ways to understand more 
about these groups in order to remain relevant and increase participation.  Data 
                                                 
36 CultureTrack 2011, p. 8-9. 
37 Research into action: pathways to new opportunities, p. 52. 
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from the NEA shows that in 2008, the non-participant rate in the arts was 
particularly high for Hispanics (61%) and African Americans (59%), that rural 
residents were more likely than metropolitan residents to be non-participants 
(62%), and non-attendees tended to have little to no college education.38  There is 
a major opportunity to reach at least a portion of these currently untapped 
audiences, but this will require arts organizations to develop a greater 
understanding of diverse needs and interests in order to attract new visitors and 
provide a meaningful onsite experience. 
 While The Barnes Foundation is to be commended for its collection and 
use of data, the Campell Rinker study emphasized a focus on practical factors 
such as cost and convenience to help The Barnes in its program planning.  
However, this overreliance on practical data does not provide a complete picture 
of the individual.  Data collected by the Greater Philadelphia Cultural Alliance on 
Philadelphia arts attendees reveals that perceptual factors continue to play a 
significant role in decision making as outlined in the table below, and are equally 
important to understand.39 
   
Question Responses Type of Factor 
5 motivations for audiences 
to participate in cultural 
activities 
Interest in exhibition or 
performance 75% 
Perceptual 
Interest in genre/period/style of 
event 64% 
Perceptual 
Convenient time or location 
62% 
Practical 
Cost of admission 55% Practical 
Educational experience 50% Perceptual 
Barriers to arts and culture 
participation 
Uncertainty about how to 
behave in arts and culture 
Perceptual 
                                                 
38 Audience 2.0: How Technology Influences Arts Participation, p. 14. 
39 Research into action: pathways to new opportunities, p. 27, 36. 
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settings 
Not having friends to go with Practical 
Not enjoying the “sit still and be 
quiet” element of traditional arts 
presentations 
Perceptual 
Feeling that other people like 
them are not going to be there 
Perceptual 
Having to plan more and further 
ahead to have an arts experience 
than to have a competing 
experience 
Practical 
Facilities that house arts and 
cultural activities are 
intimidating and events that go 
on inside are foreign 
Perceptual 
Figure 3: Chart of practical and perceptual factors that influence arts participation 
 
While overcoming perceptual factors presents some challenges, research 
suggests that visual arts organizations can accomplish this by developing 
strategies such as varying performance, show, and exhibition schedules, and by 
promoting themselves as the vehicles for fulfilling what consumers seek.40  Most 
authors highlight the importance of the social aspects of the arts experience as a 
driving value, a strategy that is being utilized by all three organizations.41  The 
Greater Philadelphia Cultural Alliance also underscores four key values that drive 
how people spend their leisure time – to de-stress, recharge, connect, and advance 
personal growth – as values on which arts and culture can capitalize.   Building on 
connections to race, ethnicity, religion, and heritage are also opportunities, 
especially with newer, minority audiences.42 
                                                 
40 Research into action, pathways to new opportunities, p. 28. 
41 A New Framework for Building Participation in the Arts, p. 26 
Research into action, p. 37. 
42 Research into action, pathways to new opportunities, p. 66. 
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 Following the McCarthy and Jinnett decision making framework on page 
21, once perceptual and practical factors are overcome, audiences will re-evaluate 
their attitudes towards arts participation based on their actual experiences.43  
Thus, capturing evaluative data following the experience is also critically 
important for The Barnes, The Galleries, and The Rosenbach to deepen 
understanding of their audiences and further customize programming to 
encourage repeat visits.  
 None of the three organizations collected data or offered insights into what 
types of technology their current or potential audiences use, how frequently they 
use it, or their comfort level with different applications.  This is not all that 
surprising as the use of technology is an area that is only recently receiving more 
attention.  For example, LaPlaca Cohen indicated that its 2011 study was the first 
of theirs to including this type of information, showing the newness of this 
mindset but also its increasing importance. 
 While neither The Barnes, The Galleries, nor The Rosenbach defines its 
audience in this way, other studies on today’s arts consumers reveal that 
audiences are actively creative and like to use technology as a vehicle for 
engagement talk back, as evidenced by their lively participation on internet sites 
like YouTube, Facebook, and Flickr.44   CultureTrack found that over half of the 
most frequent cultural attendees regularly utilize Facebook (75%), YouTube 
(70%), and blogs (51%) at least weekly, if not daily.  Younger audiences tend to 
be heavier users of social media, but certain platforms, such as Facebook, are now 
widely used across all generations.  Households with children have also been 
shown to be frequent technology users.45  The NEA backs up this data as well, 
showing that higher educated adults and those living in metropolitan areas are 
more likely than others to use electronic media to experience the arts online.46 
 In addition to using technology to access information, arts consumers are 
becoming increasingly influential through their use of technology resources.  
                                                 
43 A New Framework for Building Participation in the Arts, p. 25 
44 Research into action: pathways to new opportunities, p. 15. 
45 CultureTrack 2011, p. 41-43. 
46 Audience 2.0: How Technology Influences Arts Participation, p. 12. 
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Social networks have created the opportunity for today’s arts consumers to 
connect to hundreds and sometimes even thousands of like-minded people to tell 
them what they’re doing, and share their experiences and what they support.  As 
this information travels, these consumers are helping to shape and steer the 
impressions and decisions of others.47 
 The National Endowment for the Arts in its study Audience 2.0, showed 
that as early as 2008 arts consumers were also increasingly using technology to 
experience the arts, with at least 22.7% of adults participating in the visual arts by 
using technology to view paintings, sculptures or photography, or to listen to 
programs about artists, art works, or art museums.48 While this interpretation of 
engaging in an arts experience is somewhat broader than many of the other 
research studies, the NEA report also points to compelling evidence that there is a 
direct correlation between those who experience art through technology and 
increased attendance at live art exhibits.49 
                                                 
47 Trudel MacPherson. (2011)  How Strong is Your Social Net? Trudel MacPherson. Retrieved 
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48 Audience 2.0: How Technology Influences Arts Participation, p.31-32. 
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32 
CHAPTER 3 – AUDIENCE DEVELOPMENT PROGRAMS AND THE 
ROLE OF TECHNOLGY 
 
 
 
 Authors today promote the idea that technology, now such a defining 
characteristic of the modern arts consumer, can be a useful tool for visual arts 
organizations looking to connect with new audiences, create meaningful 
experiences once they are onsite, and collect important evaluative feedback to 
further customize programming and encourage repeat visits. 
As mentioned in Chapter 2, research shows that more and more the 
cultural experience begins on screen, both computer and mobile with the 
CultureTrack study highlighting that twenty percent of respondents with mobile 
phones use them to access the websites or the social media applications of cultural 
organizations prior to their visit.50 Because of growing awareness regarding the 
importance of the social aspects of arts experiences, researchers stress that 
cultural organizations are positioned better than most to leverage these new, 
socially focused technologies to reach new customers.51  Social applications also 
offer the opportunity for today’s consumer, who has access to a plethora of 
information and is no longer content to be a passive observer, to use technology to 
contribute content or offer insights as part of the onsite experience.52  From The 
Greater Philadelphia Cultural Alliance’s perspective, “If we want to increase 
cultural engagement at our own organizations, it is clear that we need to embrace 
this new appetite for personal creative expression, and look for ways to integrate 
                                                 
50 Culture Track 2011, p.45 - 47 
51 Research into action: pathways to new opportunities, p. 62. 
52 The Future of Museums. 
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it into the evolution of our product and promotion throughout the lifecycle of our 
customers.” 53  This sentiment is echoed by Brian Solis, in the diagram below, 
which shows how technology can serve as an important bridge for engaging arts 
audiences.54 
 
Figure 4: Diagram showing how technology can serve as bridge between arts organizations 
and consumers 
 
In addition to offering opportunities to deepen experiences and allowing 
customers to express themselves in relation to an arts organization’s product, 
author Amelia Northrop points out that technology can also help arts 
organizations gather more detailed, statistical data that can help better identify and 
reward loyalists and make future interactions more meaningful.55 
 With the many varied benefits of the uses of technology for the purposes 
of audience development taken into consideration, this chapter investigates 
specific examples of how The Barnes Foundation, The Galleries at Moore, and 
The Rosenbach Museum and Library are using technology to address three key 
aspects of the visitor experience – pre-visit information gathering, onsite 
experience, and post-visit feedback.   
 The Barnes Foundation: For Ms. Berkowitz, incorporating technology 
into the learning experience is an important component to the ArtSee Activities 
Family Programs, as shown in the program description: 
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54 Solis, Brian.  (2011, November 9).  This is the end of business as usual and the beginning of a 
new era of relevance. The National Arts Marketing Project. Retrieved April 15, 2011 from 
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55 Social Media – Database Connection. http://www.artsmarketing.org/resources/article/2011-
10/social-media%E2%80%94database-connection. 
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“ArtSee Activities Family Programs will provide a refreshing menu of 
engaging learning experiences at the Barnes, on the grounds, online and 
in the community for young people and their families.  With a range of 
onsite and virtual options designed to promote enjoyable and meaningful 
encounters with art, design, nature and each other, family members will 
be encouraged to hone and share their art observation skills.”   
 Though she is working on many different projects to bring the Family 
Programs initiatives to life, one of her key projects for family visitors is the 
ArtSee Audio Tour: Riddle of the Room.  This project provides as an example 
through which one can investigate The Barnes’ audience development 
strategy. 
 Pre-visit information gathering:  For promoting the ArtSee Audio Tour 
and other family programs Ms. Berkowitz named a number of outlets – the 
organization’s website, its membership newsletter, its free e-newsletter, public 
programs brochures, press releases, and giveaway bookmarks. Family programs 
will also be promoted by visitor services as advertisements with ticket sales.  Ms. 
Berkowitz did not mention The Barnes’ social networking sites as a resource for 
sharing information about the ArtSee Audio Tour or other family programs 
specifically, but the organization does maintain accounts on Facebook, Twitter, 
and YouTube.   
In reviewing the website, information about the ArtSee Audio Tour is not 
immediately visible.  Generic descriptions of family programs are located on the 
education pages of the website, but do not include details about times, days, or 
costs for activities.  A review of membership categories posted on The Barnes 
website shows that membership still caters to The Barnes’ more traditional 
audience base.  Currently, the membership that would mostly closely match a 
“family” subscription is called a “Contributor Membership.”  Only when one 
clicks on the description of benefits, however, does it reveal that this is for two 
adults and all children aged 18 and under in a household, plus two free guest 
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passes to share with family and friends.56    Ms. Berkowitz hopes that these 
elements will be incorporated into the website in the coming weeks and months as 
the organization settles down following the initial opening in May.  “Creating a 
larger presence for the family programs on The Barnes’ website is critical.  I need 
to make the website a much more effective conveyor of information and a vehicle 
for participation.”   
Descriptions of family programs can also be found in the organization’s 
public programs brochure.  Images of children are on the front and back covers of 
the promotional material, creating a visual cue that families are welcome at The 
Barnes.  However, family program specific details are relegated to one of the last 
pages in the document and there are no plans for family specific promotional 
materials in the near future.  There is no mention of Family Programs on the 
organization’s social networking pages. 
Onsite Experience: Once onsite, families with children between ages 5 
and 12 will be offered the free ArtSee Audio Tour: Riddle of the Room to help 
them navigate the collections.  Designed as a self-guided interactive audio 
detective game, the tour encourages children and families to look at and talk about 
art, while also introducing key terminology that is important to The Barnes’ 
method, such as ensemble, light, line, color, space, and shape.  The tour also 
includes a gallery kit, which visitors can use by itself or as a companion to the 
audio tour. The kit contains art cards, a close-up game card and activities to 
engage children and families in active dialogue both in the gallery and at home. 
                                                 
56 The Barnes Foundation. Retrieved May 5 at 
http://www.barnesfoundation.org/membership/join/. 
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Figure 5: ArtSee Gallery Kit, front of card (left), and back of card (right) 
 
 As seen in Figures 5, each card in the gallery kit leads the family through a 
type of treasure hunt.  On the front of the card, families are directed to a specific 
room and a specific painting.  This guidance corresponds with directions that the 
family receives in the audio tour.  Above the picture of the painting to explore is a 
riddle – the “Riddle of the Room” – that uses clever rhyming techniques to help 
children guess the term (in this case, shape) they will be looking for in the 
painting.   
 On the back of the card, the riddle presented on the front is solved and 
more information is introduced to encourage families to further engage with the 
painting. The back of each card gives a brief overview of the painting, the artist, 
and additional detail about the key term.  Each card also includes a “See For 
Yourself” section that requires children and adults to look for and discuss specific 
things about the key term and the paining as a group.   
 At the bottom of each card is a “Close-up Clue” which then pushes the 
group to identify how the specific terminology is exhibited in other artworks in 
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that particular ensemble hanging or in the gallery.  The clues families are 
searching for correspond with items on the Close Up Game Card, shown in Figure 
6, which is also included in the family’s ArtSee Gallery Kit.   The family is 
further encouraged to continue the conversation about artwork at home by the 
inclusion of an “At-Home Activity” (see Figure 5) encouraging them to recall the 
paintings they saw and the terminology they learned through drawing and writing 
activities.  
 
Figure 6: ArtSee Gallery Kit, Close-Up Game Card 
 
 Post-visit feedback: The inclusion of an ArtSee At Home Activity Journal, 
shown in Figure 7, in each gallery kit offers other educational information and 
online resources for families to continue their Barnes experience once at home.  
For example, on page 9 of the Activity Journal, there are two “Detective Work” 
activities that encourage visitors to search for a particular painting on The Barnes’ 
website and engage in activities.  On the last page of the Activity Journal, families 
are encouraged to design their own game and then share their ideas and pictures 
of their games with the Family Programs staff through email.  There is currently 
no tool in place for families to provide evaluative feedback about the art-works or 
38 
their experience, but this is another area that Ms. Berkowitz will work to integrate 
in the coming months. 
              
Figure 7: ArtSee Gallery Kit, At Home Activity Journal, cover of journal (left), and page 9 
of journal (right). 
 
 The Galleries at Moore: As mentioned in Chapters 1 and 2, The Galleries 
staff is in the very early stages of planning programming to reach the newly 
defined target audience of culturally aware Philadelphians.  While the Urban 
Drive In with DIY Food Culture is a program that is in progress to reach this 
audience, this section will review The Galleries’ Network event as an example of 
how technology is used in the organization’s work.  Network is a program that 
The Galleries has implemented for several years, but made a conscious decision 
to rebrand in February from the earlier NET Nights at Moore to align with the 
new audience development strategy.  
 Pre-visit information gathering: Resources for sharing information about 
The Galleries’ events include print materials, the organization’s website, press 
releases, an e-newsletter, a Facebook page, and a Twitter account.  The Galleries 
home page is used as a mostly visual space, and includes a flash feature that 
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switches between images for upcoming events that correspond with print 
materials.  Network, which happens two times each year and most recently this 
past February, was not highlighted on the homepage at the time of this research 
(May, 2012), but, as with all events, could be easily accessed on The Galleries’ 
main page earlier this year.  More detailed information about the Network event 
can be found under the Programs tab of the website, which gives event 
information as well as a catalogued description of past NET Nights at Moore.  
Information about Network can also be found on The Galleries’ Facebook page, 
although this resource is not currently accessible from The Galleries’ website.  
The Facebook page includes multiple postings about the Network event, with 
helpful details, photos of food that will be served, highlights of topics that will be 
discussed, and links to other coverage of the event in online press outlets.  The 
postings show the Facebook page was used to provide regular reminders to The 
Galleries’ “friends”57 as it approached.  While The Galleries does have a Twitter 
account, Ms. Gilly shared that, “This is a resource that they are really still trying 
to figure out.”  Overall though, for Ms. Gilly, technology is an outlet that The 
Galleries is increasingly relying on for marketing purposes. “We do very little 
print-based advertising any more.  Using technology is significantly less 
expensive while allowing us to stay connected and share frequent information 
with our audiences.” 
 Onsite experience: Each Network event features a different theme, and in 
February 2012, the focus was “Launch Into Fashion.”  Hosted on a Friday 
evening from 6-8 pm. and free to the public, the event included cocktails and 
music from a local DJ.  While developed and promoted around the social purpose 
for this program– to network – the event also featured meaningful presentations 
from three notable local professionals within the fashion industry. A similar 
format was used for the November 2011 Network event, which also highlighted 
fashion but focused specifically on the business side of the industry.  Like the 
event in February the evening included a DJ and cocktail hour.  Other activities 
                                                 
57 “Friends” is a term used to described individuals who choose to follow an organization’s 
Facebook page.  
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were a fashion show from the collections of featured presenters, video images 
from 2010 New York Fashion Week, and conversation with the designers about 
their careers and their opinions on the next big trends.58  Future Network events 
will highlight other industry-related conversations on topics including graphic 
design, urban planning, and more.   
 While technology is not necessarily a part of the onsite experience, video 
footage is often incorporated into Network, as shared in the description of the 
November 2011 event.  Video is also used to bring the experience to others; those 
who were unable to attend the Network event in person can access the archived 
presentations on Vimmeo.   
 In brainstorming meaningful opportunities to incorporate technology into 
the event Ms. Gilly shared that The Galleries team has thought about asking 
different visitors to use Twitter during Network, or to use podcasts. These are 
resources the team is trying to learn more about. 
Post-visit feedback: Visitors to Network events can share information 
about their experience on the Network blog – at 
http://www.netnightsatmoore.blogspot.com/.  A link to this resource can be found 
on The Galleries’ website, on the Networks program page of the website, or on 
the organization’s Facebook page.  Very few people appear to take advantage of 
this opportunity though, with most of the posts contributed from The Galleries’ 
staff or previous interns.  The Network blog does not appear to be updated in 
between Network events.  In the past, The Galleries staff has also used Survey 
Monkey, an online survey tool to collect data from visitors, but the response rate 
is traditionally fairly low and the tool is not used consistently for every event. 
 The Rosenbach Museum and Library:  In Chapters 1 and 2, Ms. Fitzgerald 
described multiple audience development goals around the organization’s 
signature programs and special exhibits.  For the purposes of investigating ways 
                                                 
58 The Galleries at Moore.  Retrieved on May 19, 2012 at 
http://www.thegalleriesatmoore.org/site/programs/net_nights.  
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that technology is used as part of this strategy this section will focus on family 
audiences in relation to The Rosenbach’s Sendak in Spring signature event.   
 Pre-Visit Information: Families interested in visiting The Rosenbach can 
find a plethora of information on the organization’s website or social networking 
sites including Facebook, Twitter, Yelp, FourSquare, a blog, and a Virtual 
Guestbook.  Each of these resources is used in different ways to provide guests 
with helpful practical details that guide visiting the organization as well as 
interesting quips about the Maurice Sendak collection and related programs.  For 
example, the organization’s website, which is visually appealing and littered with 
Sendak drawings offering a sort of “pre-view” of the collections, provides details 
about Sendak as an author, the materials that make up his collection, and 
programmatic information about a variety of family-friendly activities taking 
place throughout the Sendak in Spring festival.  The Facebook and Twitter pages 
provide programming details, and are also used as an interactive resource to 
engage The Rosenbach’s “friends or followers”59 in conversations.  Posts are 
made regularly, and are characterized by a friendly, conversational tone.  Topics 
range from sharing and celebrating press coverage of the collections, asking 
“friends or followers” to suggest captions for a photo or recommendations for 
wines to be featured at an upcoming fundraiser, to sharing interesting quips.  By 
comparison, visitors to the organization’s FourSquare page will find logistical 
information for their visit and can also access information about other activities 
(restaurants, nightlight, shopping) near The Rosenbach that can help with 
planning additional fun activities around their visit to the museum.   
 The Rosenbach’s print materials include similar information to that which 
is found on the website and social media outlets.  All print materials make 
purposeful connections back to the organization’s website and highlight the social 
media outlets which visitors can use to access additional information.  Helpful 
“plan your visit” details are included in both print and virtual marketing tools to 
                                                 
59 As with the term “friends,” which is used to described individuals who choose to follow an 
organization’s Facebook page, “followers” are Twitter users who choose to “tweet” with an 
organization.  
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and make visiting The Rosenbach a breeze for any guest.  For certain events, 
guests can also submit an electronic registration, which generates email reminders 
for registrants closer to the day of the event. 
 Onsite Visit:  Families attending the Sendak in Spring festival can choose 
from a variety of fun, interactive activities.   This past year, participants could join 
a call-and-response story time featuring readings from Sendak’s children’s books, 
a bookmaking activity led by a local book artist, or get involved in an interactive 
children’s opera complete with costumes - The Wild Things Whirligig! - in 
partnership with the International Opera Theatre.   
 Sendak in Spring visitors could also see the author’s drawings and learn 
more about his process for creating characters by visiting The Rosenbach’s 
galleries.  The exhibit – From Pen To Publisher – The Life of Three Sendak 
Picture Books gives visitors access to original manuscripts and additional related 
materials for three of Sendak’s picture books – The Signs on Rosie’s Door, 
Outside Over There, and Brundibar.  Mounted in front of various works are 
digital touchscreens which visitors can use to get additional detail about the 
works.  These screens are mounted low enough for both youth and adult visitors 
to be able to access them. 
 Post-Visit Feedback: Visitors to The Rosenbach can choose from a variety 
of resources to share their experiences and give the museum feedback.  In The 
Rosenbach lobby, visitors can leave feedback at a virtual guestbook kiosk or in 
print on a large whiteboard.   Additional resources for feedback are clearly visible 
on The Rosenbach’s website and include links to Yelp, a virtual guestbook, a 
Facebook Page, and a Twitter account.  It is clear from a quick glance at these 
resources that several visitors take advantage of this opportunity.   The Rosenbach 
shares all feedback – good and bad - truly creating an open and honest dialogue 
for their visitors.  Visitor impressions are also highlighted in print materials, 
showcasing an appreciation for visitor opinions. 
 Conclusion – The explosion of technology over the past several years has 
created a variety of opportunities for arts organizations to reach new audiences, 
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create interactive and meaningful onsite experiences, and provide guests with 
opportunities for immediate feedback.  It has also undoubtedly made audience 
development for arts organizations more complex.  Author Brian Solis rightly 
observed:  
 “The reality is that we live and compete in a perpetual era of Digital 
Darwinism, the evolution of consumer behavior when society and 
technology evolve faster than our ability to adapt.  This is why it’s our 
time to alter our course.  We must connect with those who are defining the 
future of engagement, commerce, business, and how the arts are 
appreciated and supported.”60   
 The examples presented by The Barnes Foundation, The Galleries at 
Moore, and The Rosenbach Museum and Library show some compelling ways in 
which visual arts organizations are actively engaging with technology around 
audience development.  The Rosenbach showed the most integrated and thorough 
approach to using technology in each area of the visitor experience – pre-visit, 
onsite experience, and post-visit feedback.  The tools they have selected are being 
used to create an ongoing dialogue with new and repeat visitors and it is clear that 
The Rosenbach’s audience is receptive to this conversation.  It is unclear, 
however, if The Rosenbach’s social media tools are connected to a larger 
audience database, though this would represent an area for growth.  Author 
Amelia Northrop points out that arts organizations would benefit from moving in 
this direction in the future as connecting social media to a data collection tool 
creates an opportunity for arts organizations to gain a much deeper understanding 
of their audience and find specific ways to reward their most loyal customers.61 
 The Barnes Foundation also showed a thoughtful approach to integrating 
technology into the family visitor’s experience.  The onsite tools are multi-
                                                 
60This is the end of business as usual and the beginning of a new era of relevance. Retrieved April 
15, 2011 from http://artsmarketing.org/resources/article/2011-11/end-business-usual-and-
beginning-new-era-relevance.  
61 Social Media – Database Connection. Retrieved May 6, 2012 at 
http://www.artsmarketing.org/resources/article/2011-10/social-media%E2%80%94database-
connection. 
44 
sensory (listen, look, discuss), incorporate multiple technology sources (audio 
tour, website, social networking), and appear to be part of a larger trend in the 
field.  Prior to beginning the development of the ArtSee Audio Tour: Riddle of 
the Room, Ms. Berkowitz sought the advice of her colleagues by sharing a survey 
on a museum professionals list-serv.  In response to the question – “What is the 
format of your family guide or guides,” the majority of the forty-plus 
organizations responding reported that they utilize some form of printed material 
for the family guides but also incorporate technology. Forty-seven percent 
reported that their family guide includes strategies to link to family audio tours 
(9.1%), apps for families (4.5%), institutional web-based games (4.5%), or the 
museums website (15.9%).  Like The Barnes, ninety-seven percent clearly 
articulated that the purpose of this tool was to deepen their audience’s 
engagement with the collection.62   While the audio tour and accompanying 
Gallery guide are to be commended, The Barnes could strengthen the connection 
between these two tools with the organization’s website and social networking 
tools.  There is currently no way for visitors to contribute feedback virtually.  Ms. 
Berkowitz expects that there will be significant progress made in this area in the 
months ahead.   
 The Galleries at Moore rely heavily on technology, and specifically social 
networking, for marketing purposes, but are working to “find their voice” to make 
these tools more interactive and purposeful.   For increasing use of tools such as 
Twitter or podcasts, more information will be needed.  The Galleries was the only 
group that did not make a concerted effort to use technology as part of their onsite 
experience, and, like The Barnes, The Galleries also offered guests limited 
opportunity for feedback through the use of technology. 
 The Galleries’ experience with social media seems to be a challenge faced 
by many arts organizations.  In the 2011 Trudel/McPherson study How Strong Is 
Your Social Net, only 17% of arts organizations responded that they are leading 
the field in adoption and promotion of the use of social media.  Twenty percent 
                                                 
62 Berkowitz, Lynn.  (2011).  Family Guide Survey Results.  The Barnes Foundation: Philadelphia, 
p. 4,5,7,16-17. 
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indicated that they are daunted by the technical aspects, 24% said they were 
driven by pressure from peers or competitors to use these resources, and 29% said 
they used social media because they felt their audience expected it of them.63   
 The types of information communicated via social networking resources 
also varied greatly.  In response to the question, “What do you primarily 
communicate or promote via social media or other content sharing vehicles,” the 
majority of arts organizations indicated that they used social media most 
frequently to communicate background on programming, single ticket price 
offers, scheduling changes, and subscription/membership packages.   Other 
topics, such as insights from the artistic staff, interactive dialogue, or previews of 
upcoming programming – more perceptual types of messaging – represented less 
of a communications priority.  The frequency of these communications also 
varied greatly across organizations, with 30% of respondents reporting that they 
use technology to communicate messaging several time per week, 25% reporting 
weekly, 24% reporting daily or more than once per day, 13% communicating 
monthly, 5% less often than quarterly, and 3% quarterly.64  The Barnes, The 
Galleries, and The Rosenbach all indicated that they were in the process of 
developing social media policies to address these concerns. 
 In discussing other challenges to using technology as part of an audience 
development strategy, Ms. Berkowitz, Ms. Gilly, and Ms. Fitzgerald had similar 
responses.  Cost was the number one barrier, followed by a close second 
regarding staff capacity to consistently update tools and stay current on 
technology research so that the organizations remain on the cutting edge.  This is 
something that The Rosenbach is constantly evaluating, with Ms. Fitzgerald 
pointing out, “It is really, really disappointing for a guest when technology 
doesn’t work so we work hard to stay on top of it.”   
 
                                                 
63 How strong is your social net? Retrieved May 5, 2012 at 
http://www.trudelmacpherson.com/how-strong-is-your-social-net-2011-results/. 
64 How strong is your social net? Retrieved May 5, 2012 at 
http://www.trudelmacpherson.com/how-strong-is-your-social-net-2011-results/. 
46 
CONCLUSION 
 
 
 
 Through the examples of The Barnes Foundation, The Galleries at Moore, 
and The Rosenbach Museum and Library, it is clear that visual arts organizations 
are making significant strides in identifying and reaching new audiences but that 
there remains key areas for growth.  Current and evolving technologies have 
provided creative, consistent, and meaningful ways for visual arts organizations to 
communicate and interact with audiences onsite and develop an ongoing 
friendship and dialogue that extends outside the building.  However, these tools 
are not a fix for increasing participation in the arts on their own.  Visual arts 
organizations must fill broader gaps in their audience development strategies to 
make investments in technology and audience development truly effective.  While 
each organization in the study faced unique circumstances, some common 
challenges across the three organizations clearly emerged.  These challenges 
present discussion topics for the broader field.  
 Articulating a clear audience development strategy and working as a team 
to reach a common goal: The Greater Philadelphia Cultural Alliance in its 2011 
Research Into Action report, stressed that:  
“Cultural engagement is an organization-wide mandate that involves 
everyone from the box office to the board.  Historically, we have tended to 
operate in silos in which the board is responsible for fundraising and 
governance, the artistic and curatorial staff determine the product, the 
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marketing staff communicate it, and the box office sells it.  But that siloed 
model is flawed if the collective expertise to create strategy is never united 
and if the most important participant, the patron, is absent from the 
equation.”65 
 While all three case studies showed a clear prioritization of audience 
development for The Barnes, The Galleries, and The Rosenbach, their experience 
also highlight that the challenges related to a siloed organizational structure 
continue.  In the example of The Barnes Foundation, stress over the 
organization’s relocation has resulted in a more reactive than proactive approach 
towards engaging with a broader community.  The addition of new staff dedicated 
to serve the newly targeted family audience has created positive momentum, but 
organizational silos clearly threaten to derail the success of this new customer-
focused programming specifically around communications.   A similar challenge 
relative to organizational silos can be said to have the potential to impact the 
progression of The Rosenbach’s audience development strategy.  However, 
because The Rosenbach selects audience development goals as a group each year, 
the team appears to work together more effectively within their silos towards this 
common goal.  For The Galleries at Moore, the small size of the team makes 
working on audience development strategies effective and efficient, but the small 
size of the staff may limit the potential growth of this work.  
 Defining the audience: Collection and use of data on audiences was a 
consistent problem across all three organizations. The Barnes Foundation 
represented the greatest movement toward data-driven decision making, 
collecting information on its current audiences’ broader interests and program 
specific needs, and setting goals around visitor attendance.   None of the three 
organizations, however, was able to present data relative to the new audiences 
they were trying to reach.   Market research could strengthen the development of 
more targeted and measurable audience development strategies.  Likewise, 
expanding data collection to learn more about current and potential audiences’ 
                                                 
65 Research into action: pathways to new opportunities, p. 69. 
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access to and comfort with different technologies will not only provide a more 
complete picture of consumers, but will make the selection and integration of new 
technology more purposeful.  Helping arts organizations to engage in market 
research more effectively on an organization-by-organization basis represents a 
major need across the field.   
 Developing Programming and Use of Technology: As the importance of 
technology increases and it is increasingly utilized by other fields to understand, 
define and target consumers, the Greater Philadelphia Cultural Alliance and 
others make clear that arts organizations looking to grow will need to match the 
media to the market for new audiences on a niche by niche basis.66  As mentioned 
above, market research will help with more clearly understanding what each niche 
is.  Data will also be helpful in understanding how to create customized and 
meaningful experiences with arts organizations.  Based on that understanding, 
technology can then be used at various points to incite interaction and create a 
seamless approach to the total visitor experience from pre-visit information 
gathering to onsite experience, to continuing the conversation after patrons have 
left the building.  The Rosenbach example showed a truly thorough adoption of 
this type of approach.   It appears likely that The Barnes will also move in this 
direction.  However, increasing communications with visitors both before and 
after the visit to make the new family audience feel they are understood, valued, 
and welcomed in the building should happen quickly. While the Galleries 
represented perhaps the least streamlined approach, the team is actively 
discussing how to use their technology resources in more meaningful ways.   
 All three organizations mentioned that evaluating and discussing the 
purpose and use of technology in their audience development strategy remains an 
ongoing priority.  Groups like The National Arts Marketing Project, the Greater 
Philadelphia Cultural Alliance, The Pew Charitable Trusts, The Wallace 
Foundation and others through conferences, publications, sponsorships of 
technology workshops, and ongoing research are helping to create this dialogue. 
                                                 
66 Research into action: pathways to new opportunities, p.16. 
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This discussion will most likely grow in importance in the years ahead as 
technology continues to define our future.
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APPENDIX A –LIST OF INTERVIEWEES 
 
 
 
 Individuals interviewed for this document include Lynn Berkowitz, 
Elizabeth Gilly, and Farrar Fitzgerald.  Contact information is included below: 
 
Lynn Berkowitz 
Family Programs Coordinator 
The Barnes Foundation 
2025 Benjamin Franklin Parkway 
Philadelphia, PA 19130 
lberkowitz@barnesfoundation.org 
 
Elizabeth Gilly 
Outreach and Public Programs Coordinator 
The Galleries at Moore 
20th Street and The Parkway 
Philadelphia, PA 19130 
egilly@moore.edu 
 
Farrar Fitzgerald 
The Sunstein Family Assistant Director of Education 
The Rosenbach Museum and Library 
2008-2010 Delancy Place, Philadelphia, PA 19103 
farrarf@rosenbach.org 
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APPENDIX B – INTERVIEW PROTOCOLS 
 
 
 
 All interviews for this paper were conducted in person, at the museum or 
gallery location being studied.  Interviewees were forwarded the following list of 
questions prior to the actual interview:  
1) What is your background and role with the organization? How does it 
relate to audience development? How long have you served in your 
current position?  
2) Describe or provide information on your average consumer today? What 
are the characteristics of your current audience base?  
3) Out of these three audience development strategies, which is your 
organization working on:  
a. Broadening audience base (trying to reach people who are already 
arts consumers but are currently not a patron of your organization) 
b. Deepen (trying to deepen the experience of your current audience 
to encourage repeat visits and more engagement with your 
organization over time)  
c. Diversify (this strategy is also to expand current audience base, but 
trying to reach people who may not already be arts consumers)  
4) How do you describe the new audience you are trying to reach? Do you 
have data available on new audiences?  
5) How does your organization work collaboratively with others inside and 
outside your organization to address this audience development strategy? 
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6) What role does technology play in your audience development strategy as 
it relates to helping visitors gather information, deepen their experience 
once they are present, and provide evaluative feedback? What tools do you 
use? In what ways? Who manages technology in this strategy? What is 
your budget for this?  
7) What resources do you use to advise your strategy (membership, 
subscriptions, professional development opportunities, etc.)  
8) What are some challenges to using technology as part of your strategy? 
Does your organization have a set technology or social media policy in 
place?  
 Along with this list of questions, interviewees were asked to bring 
documentation of their audience development strategy if those resources were 
available and were able to be shared publically.  
  All interviews lasted for approximately one hour.  Conversations were 
recorded with pen and pencil.  Follow-up emails with clarifying questions were 
sent to one of the interviewees.  All interviews also included a tour of the 
collection either prior to immediately following visits.  
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